There have been several positive developments in the areas of Hebrew typography, fine and private printing, and artists' books from 1991 to 1993. The paper discusses recent typefaces by the Jerusalem designer_ Zvi Narkiss; the typographic experi ments of Ariel Wardi, former head of the Printing Department of Hadassah College of Technology in Jerusalem, as well as a new Hebrew display letter, "Hillel," designed by Scott-Martin Kosofsky for the Harvard Hillel Sab bath Songbook.
published, so that the reader may learn about developments in fine Hebraica and Judaica in that decade. 1 Hebraica Now! brings the subject up to date (since 1991) in the fields of Hebrew typography, fine and private Hebrew printing, and artists' books. (For a definition of the last term, see section with that heading below.)
Typography
When one speaks of Hebrew typography for commercial printing, one must bear in mind that type today no longer is cast in metal, as it was in the olden days, for hand composition, and it is not composed in automatic typesetting machines such as Linotype or Monotype, both termed "hot type." Type today, called "cold type," is intended for computer composition, ac complished either by the sophisticated equipment of composing firms (which may or may not be combined with printing houses), or by owners of personal com puters. These may include small busi nesses, institutions, or individuals who have acquired software fonts, such as those that exist for IBM compatibles or for the Apple Macintosh, and a printer capa ble of of producing Hebrew type.
Before the twentieth century, typecutters of Hebrew letters were not Jewish, but it is assumed that professional scribes pro vided designs for foundries producing and selling type to Jewish and Christian print ers. Even in the early twentieth century it was necessary for the punchcutter, who made the matrices from which type was cast, to collaborate closely with the scribe. Such was the case with the first Jewish type designer we can identify in the early-twentieth century, Rafael Frank, who created the Frank-Ruhl type pro duced by the Berthold foundry in Leipzig. 2 When the revival of Hebrew literature and the Jewish settlement in Palestine from the 1920s to the 1950s necessitated new typefaces, type designers were either cal-1 igraphe rs or professional graphic de signers familiar with the Hebrew alphabet, who still worked closely with foundries, printers, and publishers. For example, Tuvia Aharoni, a Tel Aviv graphic and packaging designer working in the 1930s, designed Hebrew types for the Berthold foundry. All four of the most successful pioneer type designers in Israel devoted many years to perfecting successful, leg ible faces until they achieved their final designs. For three of them, their work came to fruition in the 1950s. The work of the fourth was just beginning then.
Henri Friedlaender was already a Master compositor when he was graduated from the Academy of Graphic Arts in Leipzig in 1926. During the time that he was working in the Klingspor typefoundry in Offenbach (1928) (1929) (1930) , he began experimenting with the design of Hebrew letters. From 1930 to 1932, at the Haag-Drugulin print ing office in Leipzig, he was in charge of typesetting and printing "Oriental texts," meaning Hebrew (in this instance, but in general it includes Arabic and Coptic). While living in hiding during the German occupation of Holland (1942) (1943) (1944) (1945) (Avrin, 1986) .
The fourth major designer to devote many years to the creation of Hebrew typog raphy is the prolific Zvi Narkiss, who recently moved from Ramat HaSharon to Jerusalem and lives in East Talpiot, very close to the site where he was stationed during Israel's War of Independence. He started younger than the aforementioned designers, and over the years has pro duced many more styles of type, grouping them into families as is the practice for English typography: each basic style has variations such as bold, upright, slanted, condensed; and different weights, such as light, book, medium, heavy. To date, he has designed more than 40 fonts, in 12 families. Zvi Narkiss had been preoccu pied with Hebrew lettering since he was four years old in Romania, where, in l]eder, the melamed asked the class to write out the alphabet. The teacher told the class that Zvi's example was written as it should be (Narkiss, 1990) Tabernacle, 1968) . Zvi Narkiss has also committed much time and energy to im proving the design of Hebrew vowel points, which are necessary in printing Bibles, prayer books, and poetry (see Fig  ure 1 ). These had been unsatisfactory in the past, often blurring into each other or merging with letters above and below them. (In the Koren Bible, vowel points were added by hand to the typeset con sonantal text, after which the whole page Old New ,mp a�'?, , o'ml?D ,,�� ,'D ,,��, ;l'� Q � D'��1� n1iH �iJ1 ;nmo� � ni n :g D ?1!iJ1 n u'? lv� 'W n?o� n Q '� .,1g,� liJ � 'W't' 1 N ;nr?i nn::> oJr.r = r ! D ' lllt.lil 1JJ ' il , 1JJ� 
. His first typeface, Narkiss Block, was designed in 1957, and was sold to Dr. Moshe Spitzer's Jerusalem Typefoundry (cut by Rosner in 1958); these were display let ters in three weights. Meanwhile, when Narkiss was working as a designer in the 1950s after studying at Bezalel, he de signed a few typefaces which would then be filmed by the Tel Aviv company "Omanim Meyu�adim," which produced paste-up letters on film as a service to designers. When he saw that Narkiss Block was well received by those who used the letters, he designed his first book face. This type was sold to Linotron in England (Linotype's cold-type heir) in 1965, and Linotron theoretically has ex clusive rights to it. The first book printed in Narkiss was Moshe Levin's Melekhet ha-mishkan (the Hebrew edition of The

Nowadays, a new typefont can itself be produced by computer almost instanta neously, and do-it-yourself designers, understanding neither Hebrew nor typog raphy, can create a face that they can sell easily to cold-type foundries or software producers, who in turn sell their fonts to composition services, printers, or desktop publishers, particularly in the U.S., who may also be non-literate in Hebrew, and may fancy a letter that is aesthetically pleasing when looked at singly or in com bination with English letters, but that is not particularly readable when combined with other Hebrew letters in a continuous text.
Equally reprehensible are the cold-type foundries which pirate the best designs. For example, Autologic in the U.S. "was inspired by" letters designed in Is rael, with their appearance and names slightly altered but not improved upon: "Dovid" for David, "Hodos" for Hadassah, "Keter" for Koren, "Kislev" for Narkiss, "Tzevia" for HaZvi) (Jedrzejek, 1982, esp.
pp. 8-9). These fonts, in turn, are taken over by other software foundries for Macs and IBM clones, fulfilling the Talmudic dictum that "the thief who steals from another thief is guiltless." The original artist thus sees his own design watered down (in a manner not discernible to the average reader) and its name changed, and he does not receive a fee or royalty for his original creation.
But there are legitimate cold-type suppli ers. Henri Friedlaender himself devised types commissioned by IBM, for both typewriter and computer use: Shalom, Hadar, Aviv. Zvi Narkiss has designed for Linotron, Letraset (England) and Trans fertech (U.S.), and Addressograph/Multi graph, as well as for Hewlett-Packard printers. Narkiss's type for IBM was sold to the company for its own use; with its sale went his services for examining the type in all stages of production. Adobe has rights of use for three Narkiss fonts for its Postscript library.
Association of Jewish Libraries, 28th Annual Convention, New York City
The typographic situation in Israel is far from perfect. The quality of design and composition seen in Israel's newspapers is consistently low. Frank-Ruhl is still the favorite, probably because it is narrow and therefore more economical. If the smell of the paper and ink in newspapers does not choke you first, the typography may blind you. When one occasionally sees a different typeface, as in some of the local weekend papers, it is a welcome relief. Advertising is more daring in its use of new faces; it is heartening to think that some designers thought twice about get ting the message across.
Most Israeli fiction is also set in Frank Ruhl. A few publishers, particularly the Bialik Institute, attempt to print books with more care. I am amazed at the lack of quality that the Israeli reader will tolerate, but when I see how poorly printed school textbooks are, from grade school up, I can understand why Israeli readers are trained to read the unreadable.
Another negative aspect of printing in Israel is that there are companies offering pirated typography. Furthermore, Hebrew lettering is no longer taught to graphic arts students at the prestigious Bezalel Academy of Art in Jerusalem. When their work demands lettering, they simply en large existing typography or resort to pressure-sensitive alphabets, such as Letraset. They continue this practice when they become professionals. One cannot expect any creative designs to come from the school's recent graduates, unless they get involved in lettering in spite of their education.
Artists' Books
An artist's book, or /ivre d'artiste, is one in which the artist is the initiator or major producer of the book in its entirety, with the text that may have inspired it taking a secondary role. This work of art, a twentieth-century phenomenon, is gener ally a deluxe limited edition.
In 1992 Association of Jewish Libraries, 28th �nnual Convention, New York City proof press which he reconditioned (see Figure 3 ), have enabled him to fulfill Will Ransom's definition of a private press: "conceived in freedom and maintained in independence" (Ransom, 1929, p. 22 Figure 4) . The "smaller" type size and larger page size (13-3/4" x 19-3/4" or 35 x 50 cm.) lend the book more of a
Figure 2. Harvard Hillel Sabbath Songbook (Boston: David R. Godine, 1992), Scott-Martin Kosofsky, designer. Godine's publications are always examples of fine printing, and this book is a welcome addition to the American Jewish book arts. Kosofsky designed a new Hebrew display letter, based on a medieval Ashkenazi hand.
Figure 3. Ariel Wardi's Vandercook S-15 proof press and forme. The Jeru salem private printer, who retired as head of Hadassah Community Col lege's printing department in 1990, designs and produces his own types.
printed appearance than his first work. Wardi decided to print two editions, of 70 copies each. In both versions, the inner margin is justified and the outer one rag ged, but in the first version, the line is long, with a fine balance of line length achieved in the double-page layout. In the second version, Wardi determined the length of each line according to the man ner in which each phrase would be read; therefore some lines are short, some long, and there are more lines per page.
In both versions, one can see the printer's exceptional talents as a book designer.
Wardi's next work, printed in 1992, was Yemei Beresheet (Genesis, chapters 1-2:3). Once again he halved the type size, now to 18-point, but this time he did not cast type in matrices. Rather, metal types were cut from magnesium blocks that were photoetched from a print of the existing 36-point types, reducing them to half the size. Yemei Beresheet is also set in two editions, of 40 copies each, with the same layout as Jona, that is, one ver sion with longer but fewer lines per page, and one with short and long lines con forming to the rhythm of the recited text. The 24-page book opens with three typo graphically decorated pages: the first page (after the title page) has the en larged initial bet and a random scattering of all the letters of the text; second is a page of individual letters in soft-edged geometrical groupings, also with the initial bet; next comes a page of scattered words from the text. This introduction, called by Wardi "The Printer's Pages, " actually was printed in reverse order as Wardi disassembled the types of the first page after the text itself was printed. It is reminiscent of the legend from the Zohar, which tells of how the world was created through the alphabet (a theme rendered in art by Ben Shahn and Mordecai Ardon), although the printer did not have this legend in mind. Rather, he wanted to express the "language of silence, " the transition of letters to words, which become phonetics and then ideas. Both editions measure 9-3/4" x 13-3/4" (25 x 35 cm.) , but there also is a third version, of 28 pages in an edition of 49 copies, measuring 4-7/8" x 6-7/8" (12.5 x 17.5 cm.) , with 9-point type. This small Beresheet reveals the delicacy of Wardi's type at its finest.
In all of his books, the printer has a per fect eye for letterspacing and balance. All of his works exhibit an elegant simplicity. Even the commercially printed prospectus for each book is a masterpiece of design, compared to most printing in Israel. Wardi also sews and binds his books; each one possesses a unique cover design. Some are covered in paper with a color mono pri nt, some are bound in fabric, some show the title in relief type. For the Bere sheet series, there is a small monoprint on each cover, in addition to the mono print frontispiece. Each of the Jona cover designs reflects the story in some way.
Ariel Wardi uses the simplest materials and jewelers' tools in casting his types, which are not made in the traditional man ner. For his first two books, the. punches, matrices, and types were made of various plastics and resins that he bought from suppliers who sell materials to dental technicians (see Figures Sa and Sb) . Then for the 18-point type of his third book, Beresheet, a photo-etched magnesium block was made by Pikovsky after pho tographing specimen sheets of his exist ing 36-point letters, and reducing them to half-size. Wardi then cut these metal blocks (as one would cut fudge) to pro duce single relief characters to be set by hand. As each word is typeset it is fixed to a plastic backing, which in turn is fixed to the type-forme that is set in the bed of the press. A few pages are composed and printed at one time, so that Wardi can evaluate the layout before setting more pages. For the small Beresheet, the type size was halved again to 9-point by mak ing a separate block for each page, reduced by 50% from the existing larger edition. Afterwards, Wardi made a 9-point font of individual letters with the method he used for the 18-point type, which will be featured in his next book. Three blocks were necessary for the 18-point type, only one for the 9-point.
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. The length of the line in this edition was adjusted in consideration of how each verse would be read aloud.
and third books, 140-gram for the second) because with it he obtained the best print ing results. The small Beresheet is printed on 80-gram Clan paper from England. He is now experimenting with a higher-quality paper in his printing of Psalm 104, but as yet he has not been satisfied with the clarity of the individual printed letters on this better paper.
Jerusalem's other private printer, Yehuda Miklaf, has been binding the series of poetry I artists' books printed by the Jeru salem Print Workshop ("The Jerusalem Print Workshop," in Avrin, 1991 Rather than nominate a commercial He braica "Book of the Year," I would like to cast my vote for the series of this decade, now in progress, published by the Bialik Institute, one of the few Israeli publishers to care about the aesthetics of the He brew book. The series is Th e Complete Works of Uri Zvi Greenberg, beg un in 1990 (see Figure 6 ). Six volumes have appeared so far (volume 7 is in press and volume 8 is in progress), designed by Zvi Narkiss; fifteen or twenty volumes are planned, in trade and deluxe editions. This fine series has yet to win a design prize associated with the International Jerusalem Book Fair. There are simply no prizes for fine typography in Israel, as there are in the U.S. and Europe. Let us hope that having missed the opportunity when the first volume appeared, the Book Fair's judges are waiting only for the last volume to be completed. Notes 1. The lecture, cited herein as LC Symposium, was itself a continuation of the article "The Art of the Hebrew Book in the Twentieth Century" (Avrin, 1988) . I shall not repeat anything from these two articles, except for the correction, clarification, or expansion of a point.
2. Ruhl apparently provided the technical know-how in executing the type.
3. The matrices of the "revised" version of David produced by Dr. Moshe Spitzer's Jeru salem Typefoundry, as well as the typecast ing equipment, remained in the hands of David Rosner, an employee who worked the machinery in the foundry's Beit Yisrael work shop. Not long after this was discovered by Victor Navon (a retired bank executive and bookbinder), the matrices and typesetting equipment were offered to Yehuda Miklaf. Eventually, the entire stock wa.s given to the Jewish National and University Library (JNUL). Miklaf had already acquired David types from the Ben Zvi printers, but has since borrowed and cleaned the Jerusalem Typefoundry's matrices from the JNUL in order to have new letters cast (in Germany) (Avrin, 1988, p. 128 , 138, note 7; Avrin, 199 1, note 9).
4. Stam was designed in Germany; her other types were designed for Schocken after her arrival in Palestine. Baruch died in 1989.
Jakob Steinhardt illustrated a trade edition of
Jonah in woodcut (see Steinhardt, 1953) with Hebrew and English calligraphy by Franziska Baruch. A Jonah by Metavel, the Tel Aviv miniaturist whose work was pre sented at the Library of Congress Sympo sium, was published by the Israel Museum in its matchbox series. Malla Carl has also interpreted the story of Jonah.
